I. Why Did Artists Survive the Process of Natural Selection, Although a Poem Is Not Edible?
Although Richard Dawkins was not the first to state that creations of the human mind can evolve in gene-like ways-in fact Darwin himself already knew that languages develop similarly-it is his merit to have introduced the term "meme" into scholarly discourse and public discussion. 1 Memes, he said, can be defined as units of cultural transmission that takes place by imitation (mimesis). Any idea-for example, the plan for constructing a tool-is subject to evolution, since its survival depends 1 C. Darwin, The Descent of Man, and Selection in Relation to Sex, vol. I (London 1871) 57-60; R. Dawkins, The Selfish Gene, 40th anniversary ed. (Oxford 2016) 249. Dawkins' wrote: "We need a name for the new replicator, a noun that conveys the idea of a unit of cultural transmission, or a unit of imitation. 'Mimeme' comes from a suitable Greek root, but I want a monosyllable that sounds a bit like 'gene.' I hope my classicist friends will forgive me if I abbreviate mimeme to meme. If it is any consolation, it could alternatively be thought of as being related to 'memory,' or to the French word même." on how often it is copied and how exact these copies are; it is even possible that new ideas arise from imprecise imitation of older ones. 2 The theory of memes was expanded by Susan Blackmore, who struggled hard with the question of how big these "units of transmission" should be considered. Is Beethoven's Fifth Symphony as a whole a meme, or just the four beginning notes, the so-called fate motif, by which everyone recognizes it? Or may there be memes that are themselves collections of smaller memes, for example, the Fifth Symphony as all the themes it consists of? Some memes gain a higher probability of being copied if they band together with others. While some people know only the fate motif, others can memorize the whole symphony because they also are familiar with musical forms like the sonata, the minuet, the rondo, and so on. In such cases, their theoretical knowledge helps them to memorize the sequence of the melodies, and conversely, knowing many musical pieces makes it easier to remember their theoretical structure. Thus, form and content, which can be seen as individual memes, unite into a "co-adaptive meme-complex," which can then be copied as a whole. 3 But such "memeplexes," as they are usually called, are also subject to variation and selection, as some translations of classical texts, like Dryden's Aeneid or Pope's Iliad, can substitute for the original for non-classicists and inspire other poets to write works on Greek mythology themselves.
Geoffrey Miller finally managed to bring genetic and memetic evolution together by explaining the driving force for creating new cultural artifacts, which are a sort of memeplex: sexual selection. Constantly referring to Amotz Zahavi's "handicap principle," Miller explains that producing things that are completely useless for survival is a way of showing off the physical fitness of the producer of such artifacts, who would have much far greater resources if he did not waste his time by, let's say, composing songs or drawing pictures. 4 If a male bird has the time and energy to sing all day, it thus signals that it does not need to search for food because it already has enough. 5 It is just the same with human artists, who spend a lot of time learning an art, practicing, and refining their style, for in this way they show that they have enough time and energy to do things that are completely useless for survival. 6 Thus the artificer gains sexual attractiveness by hiding his potential behind 4 5 Zahavi and Zahavi (above, n.4) 28: "Singing can also demonstrate the ability to provide. The time invested in singing cannot be used for foraging. A courting male who handicaps himself by singing continuously provides evidence that he needs less time to forage, either because he is very efficient or because his territory is very rich." 6 See Miller, "Cultural Displays" (above, n.4) 72: "When a young male rock star stands up in front of a crowd and produces some pieces of human 'culture' known as songs, he is not improving his survival prospects. . . . Rather, he is doing something that fulfills exactly the same function as a male nightingale singing or a male peacock showing off his tail. He is attracting sexual partners. As we will see later, the fact that most publicly generated 'cultural' behaviour is produced by young males points towards its courtship function." Further see Miller, Mating Mind (above, n.4) 379: "Poetry, in my view, is a system of handicaps. Meter, rhythm, and rhyme make communication harder, not easier. They impose additional constraints on speakers. One must not only find the words to express meaning, but . . . the right words with the right sounds in the right order and the right rhythm. These constraints make poetry more impressive than prose as a display of verbal intelligence and creativity"; Treml (above, n. artifacts. But there is a crucial problem with this handicap strategy: others will soon become aware of it. As soon as many individuals do something special, it is not special any more; one can no longer stand out from the crowd by wasting resources when everyone is doing something similar. This is why there is need for constant innovation in any art form.
Every new aspect that is carried into the art form has to include something that is not known to others and thus cannot immediately be imitated. As the artist who wants to introduce something new is not yet familiar with the new technique either, he also takes the risk of being ridiculed if he does not succeed.
7 If the signal the mating artist wants to send, namely that he can afford to waste time and still have enough resources for survival, leads to a bad product, the wooed audience will conclude that he in fact does not have the time for artistic activity and therefore consider him a bad partner for mating. 8 But the situation changes if the quality of the product is attested as being high by other authorities. Then he can become a model for future artists.
In sum, while mere copying is no real display of creativity, audience reception of innovation is unpredictable.
9 Still, it is this reception that is decisive for the question whether a work of art will be long remembered or else soon vanish into oblivion.
10 So, what are the mechanisms that create a canon?
In 1927, Jurij Tynjanov tried to describe literary history as an evolutionary process; his theory was-due to its publication in Russian-ignored for a long time until H. R. Jauss developed his theory of reader-response criticism on the basis of a German translation of Tynjanov's work. 11 Unfortunately, neither of them shows a sound knowledge of evolutionary theory: Jauss, for example, thinks of evolution as a teleological process. 12 Nevertheless, in accordance with the modern understanding of evolution as an algorithmic (and somehow random) process, Jauss denies the teleology for literary evolution. The thoughts of both these scholars, however, can help in understanding how a text can become part of a literary canon and at which point of the text's "life" this happens, but they cannot really be considered as a harmonization of literary criticism and evolutionary theory. In the last quarter of the twentieth century, G. B. Conte came nearer to this goal-even though he does not seem to have intended it. In his re-elaboration of Giorgio Pasquali's theory of the "art of allusion," Conte describes how genres emerge from, and develop through, an interplay between authors' practices of imitating their predecessors and their readers' assent to become a part of such a literary tradition. 13 Conte's work, however, focuses on already canonized authors and does not take into account the numerous writers whose names are forgotten, those who, in a term coined by Franco Moretti in 2000, are the victims of the "slaughterhouse of literature." 14 As in evo-lution, "there are vastly more ways of being dead, or rather not alive," than "there may be of being alive." 15 It is indeed the vast number of forgotten authors that make the few canonized classics stand out from the crowd. 16 Thus a canon's very "creation"-which, as I am about to show, could better be called "evolution"-is dependent on consigning a lot of other authors to oblivion.
In the following sections, I will trace the idea that imitation is most important for the constitution of a literary system back to antiquity, then add some examples of literary evolution in antiquity, and finally come back to the creation of canonical literary works and its relation to sexual selection.
II. Quintilian's Theory of Canonization and the Evolution of Roman Love Elegy
In the second chapter of the tenth book of his Institutes of Oratory, published around the year a.d. 95, Quintilian, after listing and commenting on several Greek and Latin authors an orator should have read, moves on to explain how to use the knowledge of these authors to create further pieces. It is worth quoting the passage at nearly full length: 17 [1] It cannot be doubted that a large part of art consists of imitation. Invention of course came first and is the main thing, but good inventions are profitable to follow.
[2] Moreover, it is a principle of life in general that we want to do ourselves what we approve in others. Children follow the outlines of letters so as to become accustomed to writing; singers find their model in the teacher's voice, painters in the works of their predecessors, and farmers in methods of cultivation which have been tested by experience. In a word, we see the rudiments of every branch of learning shaped by standards prescribed for it.
[3] We obviously cannot help being either like the good or unlike them.
Nature rarely makes us like them; imitation often does. But this very fact, which makes the principle of everything so much easier for us than for those who had no antecedents to follow, works to our disadvantage unless we handle it with caution and discrimination.
[4] First of all, then, imitation is not sufficient on its own. For one thing, only a lazy mind is content with what others have discovered. What would have happened in the days when there were no models, if men had decided to do and think of nothing that they did not know already? Nothing of course would have been discovered.
[5] So why is it a crime for us to discover something which did not exist before? If those primitives were led by sheer intellectual endowment to make so many innovations, are we not to be stimulated in our search by our certain knowledge that they sought and found? [6] And if they, who had no teachers in anything, have handed down so much to posterity, is the availability of some things not to help us dig out others? Are we to have nothing except what we owe to the kind help of strangers? That would make us like certain painters, who study only to learn how to copy pictures by means of measurements and lines.
[7] It is a disgrace too to be content merely to attain the effect you are imitating. Once again, what would have happened if no one had achieved more than the man he was following? We should have nothing in poetry better than Livius Andronicus, nothing in history better than the Annals of the pontifices; we should still be going to sea on rafts, and the only painting would consist in drawing outlines round the shadows cast by objects in the sun.
[8] Take a comprehensive view: no art has remained as it was when it was discovered, or come to a stop in its early stages. Or are we to condemn our own age to the unique misery of being the first period in which nothing grows? And nothing grows by imitation alone. . . . [10] Furthermore, it is generally easier to improve on something than simply to repeat it. Total similarity is so difficult to achieve that even Nature herself has failed to prevent things which seem to match and resemble each other most closely from being always distinguishable in some respect. . . .
[18] So the first step is for the student to understand what it is that he is going to imitate, and to know why it is good.
[19] Next, in undertaking the burden, he must consider his own strength. There are some objects of imitation for which his natural capacity may be too weak, or with which his very different temperament may be at odds. A person whose talent is delicate should not aim solely at rugged boldness; the strong but undisciplined mind should not, out of love of fine craftsmanship, waste its vigor while failing to achieve the elegance it seeks: nothing is so unbecoming as a hamfisted attempt to be dainty! . . .
[26] Consequently, since it is scarcely given to man to produce a complete reproduction of a chosen author, let us keep the excellences of a number of authors before our eyes, so that one thing stays in our minds from one of them, and another from another, and we can use each in the appropriate place. . . . [28] But it is the man who also adds his own good qualities to these, making good the deficiencies and cutting out any superfluities, who will be the perfect orator we are seeking; and it would be particularly appropriate that he should come to perfection in our time, when there are so many more models of good oratory to be found than were available to those who were the greatest masters in the past. These masters will acquire another glory too: that of being said to have surpassed their predecessors and taught their successors.
Inst. 10.2, This is memetics at its best. Quintilian gets the analogy between nature and culture, admitting that no copying process, either in nature or in culture, is perfect (10). More than this, he emphasizes the importance of imitation, which cannot be over-estimated, and points out how man learns things by imitating others (1-3). But, he adds, there cannot be any progress by imitation alone: genuine invention (respectively variation of the models) is also necessary (4-8)-which by no means is to say that every deviation from the models is a progress. Keeping all this in mind, Quintilian gives advice to his pupils: they have to know the canon and to understand why it is worthwhile to seek for orientation in the canonical texts and how to make use of them (18-19, 26). Finally, the appropriate combination of following one's predecessors and adding a sample of one's individual talent can, but does not need to, pave the way for becoming a part of the literary canon of the future; the texts that already have found their way into it have two qualities in common, namely that they were written by authors who have both "surpassed their predecessors and taught their successors" (28) . As this teaching of the successors and being surpassed by them is an absolute condition for being part of the canon, there is no way to achieve this honor until the next generation chooses its models-a text, so to speak, first has to generate offspring texts.
18 18 The only point at which Quintilian does not follow his logical argument consequently enough is when he claims for the "primitives" that they did not have any teachers at all but discovered everything by invention (Inst. 10.2.4-6), which is incorrect. We cannot tell exactly at which point of time something was "invented" by which variation in which copying process. On the "birth of meaning" as the "Original Sin" that split culture from mere nature, see Dennett (above, n.2) 203-205.
If these offspring texts can only repeat the themes and styles of their models without adding new features that make them special, they are unlikely to be remembered for long. This point was in fact made before Quintilian by Velleius Paterculus in his Roman History:
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[6] Genius is fostered by emulation, and it is now envy, now admiration, which enkindles imitation, and, in the nature of things, that which is cultivated with the highest zeal advances to the highest perfection; but it is difficult to continue at the point of perfection, and naturally that which cannot advance must recede. [7] And as in the beginning we are fired with the ambition to overtake those whom we regard as leaders, so when we have despaired of being able either to surpass or even to equal them, our zeal wanes with hope; it ceases to follow what it cannot overtake, and abandoning the old field as though preempted, it seeks a new one. Passing over that in which we cannot be pre-eminent, we seek for some new object of our effort. It follows that the greatest obstacle in the way of perfection in any work is our fickle way of passing on at frequent intervals to something else.
Vell. 1.17.6-7
As a test of this theory of canonization, let us have a look at a rather well-documented genre of Roman poetry of which we have ancient evidence on the reception of several authors: Roman love elegy. The first to write poems of this kind was Gallus: he took up the meter of epigrams and of aetiological, occasionally objectively erotic, Greek elegy, adopted the personae of New Comedy, and gave it a subjective tone (compare the definition of invention as a kind of combination of models in Quintilian, Inst. 10.2.26). 20 Conflating himself with his poetic persona, he dedicated his life to a girl he was never to get. The general character of Gallus' poetry must have been-as Vergil (Ecl. 10.6) puts it-"sorrowful" (sollicitos Galli amores). Being the inventor of such poetry, he obviously could not have any idea of whether people would like it or not.
There were many reasons for criticizing Gallus' poetry. One could blame him for misusing the elegiac meter, as Catullus has shown that lyric verse is the "right" form for subjective erotic poetry; for subjecting himself to a woman, which was a scandal in republican Rome; or for any other reason. He could have been considered as a bad imitator who has not learned how to use the single memes in the proper way. And indeed he was most likely criticized by many contemporaries. But his newly created memeplex was taken by others as a model for creating more poetry in this genre.
Propertius changed the style of the elegy by adding much more passion to the content and being more pathetic in what he was saying-one could say that he created a manic-depressive poetic persona. 21 In one passage, Ovid (Tr. 4.10.45) speaks of Propertius as reciting his "fervors" (suos solitus recitare Propertius ignes) and another time (Tr. 2.465, 5.1.17) he calls him "gentle" (blandus). At the same time, Tibullus followed in Gallus' footsteps by polishing the meter: while Gallus is called "stiff" (durus) by Quintilian, Tibullus is characterized as "refined and elegant" (tersus atque elegans, Inst. 10.1.93).
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The fourth in the line of canonical Roman love elegists is Ovid, who uses ironical distance to make fun of nearly every aspect people take seriously in other poets. 23 He is called "self-indulgent" (lascivus) and "childish" (puerilis) by Quintilian (Inst. 4.1.77, 10.1.88, 10.1.93). Ovid goes even further, for in his elegiac letters from exile the girl who would not let him into her room is replaced by the emperor who does not allow him to return to Rome; and the means by which Ovid begs for mercy in the Amores and the Tristia are very similar, so that his exile poetry can be seen as another variety of the elegiac "memeplex." 24 Most scholars of Roman poetry and even of the narrow field of elegy contend that the genre died with Ovid. 25 But this is only half of the truth. There were others engaged in writing love elegy after Ovid, among them even figures like Nerva and Nero, the young emperors to be, as well as Arruntius Stella, the friend and patron of Statius and Martial. 26 But the most illuminating case is that of Passennus Paullus. Pliny the Younger (Ep. 6.15, 9.22) tells us that he was a highly skilled imitator of Propertius and Horace. 27 Although Pliny as a contemporary enthuses about him, the only surviving fragment of his poetry is Prisce, iubes ("Priscus, you order") at the beginning of a poem. But even by these two words he seems to be imitating Propertius who often begins a poem with an imagined demand by the addressee. 28 The other characteristics of Passennus' poetry that Pliny mentions lead to the conclusion that it must have been a mere imitation of elegiac poetry (Ep. 9.22.2): "He can love like a true lover and portray grief in all its passion; his tributes are generous and his wit is brilliant: in fact everything he does is perfected as a whole and in part." 29 While the extreme manifestations of love's joys and sorrows (amat ut qui verissime, dolet ut qui impatientissime) resemble the poems of Propertius, the abundant flatteries and rhetorical playfulness (laudat ut qui benignissime, ludit ut qui facetissime) remind us of Ovid's Amores and Tristia, respectively his erotic and eroto-didactical works. Passennus is said to have represented all of these characteristics to absolute perfection (omnia denique tamquam singula absolvit). But it is significant that every single quality of his poetry is described by way of a comparison (ut qui ~issime). Hence it might have been achieved by mere imitation; there does not seem to have been any true expression of his own soul in the poems. 30 Maybe he was a versifier of good craftsmanship, but he did not find the niche that could make him special in the eyes of following generations who would imitate also an aspect of his poetry when following the path struck by Gallus, Propertius, Tibullus, and Ovid. Passennus Paullus seems to have not taken the risk of being different from his predecessors; he offered nothing comparable to genuine invention, elaborated characterization, smooth rhythm, or irony, which the others had introduced into the genre. So Quintilian, who obviously has an idea about the rules by which a canon is constituted, does not mention him as an elegiac successor of Ovid, nor does he mention Nerva or Arruntius Stella. He even does not say, as he does concerning other genres, that there are some very good poets active, whose names he conceals, just because he does not dare to elevate them into the canon during their lifetime. 31 He simply does not believe that the contemporary elegists will be worth reading for future rhetorical students. He surely had his reasons, among which might be that in his opinion they did not comply with the conditions he outlines in his theory of canonization; the reader would have found too few aspects in their works that he could not also learn from Gallus, Propertius, Tibullus, or Ovid.
As Tynjanov and Jauss have argued, every aspect an author has brought into a literary system-for example, a genre-will, by imitation, soon be hackneyed, lose its original literary function, and become but 30 Cf. Laughton (above, n.28) 172: "Love-elegy, in any case, had never been the same after Ovid had finished with it, and the elegies of Propertius himself cannot have had great attraction for the Roman of a century later, let alone laborious imitations that reproduced the mannerisms without the fire."
31 Quint. Inst. 10.1.94 (about satire): Sunt clari hodieque et qui olim nominabuntur ("And there are distinguished satirists even today, men who will one day be famous"). Quintilian makes similar statements about historiography; oratory (Inst. 10.1.122); and his own genre, rhetorical education (Inst. 3.1.21). a helping device for recognizing that it belongs to the system that once was revolutionized by this very aspect; literary history always claims new revolutions. 32 An author who only wears out what others have woven together in a tradition may be a good literary craftsman, but the only thing he contributes to literary evolution is the hardening of the originally special aspects into commonplace platitudes; he sets the stage on which new ideas can be born. 33 J. P. Schwindt's sketch of Roman literary history concentrates on the turning points, in which something new is brought into light, and speaks of "Roman avant-gardes."
34 This is a good comparison, for the advance guard, that is, "avant-garde," of an army also takes the risk of being the first to get slaughtered by the enemy. So too do the courageous poets who create something new that is not yet field-tested. Even the Roman national poet to be, Vergil, was not immediately recognized as a milestone in literary history: the first known reaction to his debut, the Bucolics, is the publication of a set of Antibucolics by Numitorius, who mocks the simple language of Vergil's pastoral singers. 35 Although such a reaction implies that the Eclogues must have been a great popular success, it took some time before the grammarian Caecilius Epirota began reading and explaining Vergil's poems to his pupils at school about a decade or more after their publication. 36 But Epirota's decision was just a private one: the most decisive event in the process of Vergil's canonization took place much later when Augustus ordered Varius to edit the Aeneid after the poet's death (see Suetonius, Life of Vergil 41). 37 From
Vergil's lifetime we have a notice by Cornelius Nepos, which is remarkably underrated: in his Life of Atticus (12.4), he calls L. Iulius Calidus the most prominent poet of his time-although Vergil and Horace had already published several works at this point. 38 It is an irony of fate that we have no single word preserved of Calidus' poetic output.
Contemporary critics are actually not the best judges of who will become part of a literary canon and who will not; it needs the distance and the overview of at least several years to see who has had a dangerous idea, survived it, and found imitators who finally have taken the danger out of it. Jauss points to the paradox that the classics always run the risk of being read like "culinary art" because their erstwhile innovations are no longer regarded as such. 39 In fact, by being imitated, they have turned into traditional aspects. If mere imitators are imitated by others, it is actually their models who are imitated-this is why Passennus Paullus has not become a classic.
III. Terentianus Maurus and the Evolution of Metrical Schemes
Let us now examine another example of consciousness of literary evolution in the classical period, one that is less concerned with content than with mere form. The third or fourth century a. 39 Jauss (above, n.11) ch. 8
Maurus tells a story about the origin of meter (1584-1595). 40 When Apollo was fighting the dragon Python, as Terentianus tells it, the people of Delphi were shouting the words ἰὴ Παιάν, ἰὴ Παιάν, ἰὴ Παιάν (iē Paean, iē Paean, iē Paean) to cheer him on. This is, according to that story, the seminal verse of Greek literature. Now, unfortunately (or maybe fortunately), Apollo's name "Paean" can be pronounced in two different ways: the αι can be taken as a diphthong and thereby make Παι a long syllable, or the ι can be spoken in a consonantal way so that Πα remains as a short syllable. So Παιάν can be measured both as a spondaic and as an iambic foot. The same holds for the interjection ἰὴ: the ι can be short or long. Now, Terentianus continues, some of the Delphians shouted the line in a sorrowful tone (pavida exclamatio) protracting the first syllable of each word and thus producing a spondaic hexameter, and others shouted it in an optimistic and gay tone (voces concitas laeti dabant) which led to a more "dancing" spirit, the later iambic senarius. These schemes were to become the most important meters in classical literature: the spondaic or heroic hexameter (modern philologists call it "dactylic," ancient ones did not do so unanimously) was used for epic poetry and for genres related to it, and the iambic senarius was the standard meter for stage plays. Both, following the derivationist theory of the history of metrics, were inspired by and originally addressed to Apollo.
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After telling the story of the first, ambiguous verse, Terentianus explains that all other meters are derived from these two by detracting or adding single syllables or feet, repeating and combining just parts of the verse and so on (1580-1583, 1596-1605). So after he describes the heroic hexameter (1606-1718), he goes on to examine the descendants of this meter (1719-2180); then he switches to the iambus (2181-2272) and to its descendants (2273-2538); finally, he explains how the 40 The text and an Italian translation, the only one so far into a modern language, of Terentianus Maurus can be found in C. remaining meters can be interpreted as combinations of heroic and iambic features (2539-2981). A very interesting aspect of this conspectus metrorum is that Terentianus even reports metrical schemes that are not preserved anywhere else-obviously, they died out. Once again it is like evolution: every innovation is connected with the immediate risk of vanishing and leading a branch of the "tree of evolution" into extinction. 42 I should add that there was also another theory of the development of metrical schemes. Other grammarians claimed that there was a pool of eight to ten standard metrical feet, the so-called metra prototypa, which could be combined to form different verses. But from a Darwinian point of view, the theory of evolution from a common ancestor and the ascertainment of "metro-diversity" are in no way inconsistent with one another. 43 
IV. Conclusion: Cultural Selection
Incidentally, the first examples of memetic evolution Dawkins gives are courtship songs of birds (Saddlebacks, Philesturnus sp.) that the biologist P. F. Jenkins had observed. 44 As Miller and A. Treml have shown that human song is also a form of courtship behavior, 45 we may draw parallels: on the island where Jenkins made his observations, Saddlebacks used a pool of about nine distinguishable song patterns-we can think of metrical feet, or literary genres, or even the Nine Muses-which were not transmitted from parent to offspring but learned by imitation of the neighbors' songs. Sometimes a new song is created by miscopying the model, and this new song is somehow transmitted to others. Now it is a tightrope walk for the singer of the new, wrong song, whether he is honored for adorning himself with a handicap or dismissed as a bad listener and therefore genetically considered a bad partner for mating. 46 If he succeeds in staying in the competitive group even though he is singing a nonconformist song, he is likely to be imitated and so is his song likely to become a part of the pool of the nine song patterns or genres-this "pool" represents nothing else but a canon. But whether the new song can stay alive as a new meme or not cannot be predicted; it can be seen only in retrospect. 47 Nepos erred when he praised Iulius Calidus. Pliny the Younger miscredited Passennus Paullus. Quintilian, by contrast, knew that as to living authors later critics will be the judge.
In fact, it is not the critic's word alone that is decisive; rather, it is a complex interplay of several institutions that constitute the canon. Simone Winko has put forward the idea that a canon is created by an "invisible hand," while Moretti, adopting a well-known phrase by Dawkins, speaks about the "blind canon-makers" 48 -I wish these metaphors had been created by ancient literary critics, as the Latin word caecus means both "blind" and "invisible." According to evolutionary theory, I dare to call this "invisible hand" of the "blind canon-maker" by the name of "cultural selection." A canon creates itself by preserving milestones for imitation and develops by following the rules of memetic evolution. 49 And as a gene cannot skip a generation, so the step from the given to the new must not be too big. The artificer has to walk a tightrope between tradition and individual creativity-in contrast to birds, the human poet can do it consciously. It is his own decision to spend his time on the effort of studying the history of the art form in which he is participating; he can analyze the special features of the works of his canonical predecessors; and he finally can seek his own radical path, which no one has trodden before. Still, even if he succeeds he cannot count on entering the cultural memory of the future, but he at least is a candidate for a future canon. It is the poet and critic T. S. Eliot who found the right expression for this situation in his essay on Tradition and the Individual Talent:
One of the facts that might come to light in this process is our tendency to insist, when we praise a poet, upon those aspects of his work in which he least resembles anyone else. In these aspects or parts of his work we pretend to find what is individual, what is the peculiar essence of the man. We dwell with satisfaction upon the poet's difference from his predecessors, especially his immediate predecessors; we endeavour to find something that can be isolated in order to be enjoyed. Whereas if we approach a poet without this prejudice we shall often find that not only the best, but the most individual parts of his work may be those in which the dead poets, his ancestors, assert their immortality most vigorously. 50 As the fate of an author is in the invisible hand of cultural evolution, everyone trying to mediate between precursors and individual talent should be honored for the risks they take. Harold Bloom can give 49 Of course, not every similarity between different works of literature is due to imitation; it is also possible that even very special features have developed independently. 
